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Introduction 
"Portals : Past & Present" is a lithographic series of landscapes 
allowing the viewer to pass through the picture plane to commence on his 
or her own journey into the scene. The series is a culmination of thoughts 
and ideas which have grown and formed over the years. As with previous 
series there was one constant theme - the involvement of the viewer with 
the work set before them. The ability to involve the viewer in the work 
permits the viewer to experience the sensation of passing through the 
picture plane and become part of the image. 
It is important to involve the viewer by capturing the viewer's 
attention entitling him or her to participate in creating the story line for the 
scene. If the viewer looks longer at the print, it could mean one of many 
things. Either the individual likes the image or he or she is intrigued by 
something that is present in the image and currently trying to interpret it. 
The existence of the location in time and space is important because it allows 
the viewer to believe it did or still does exist so they can easily become a 
participant in the scene. The prints strive to be unique but vaguely familiar 
entitling the viewer to feel as if the scene is part of their memory even 
though it belongs to all those who observe the image. Memory is inspired by 
many things which we have seen, heard or read. These memories further 
help the viewer to pass through the picture plane. 
Through research and personal exploration, the basis for this series can 
be understood. Influences from past and present artists are examined to see 
the ways in which my work has been directed. These artists have had an 
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effect on how I have grown to see things and how the images I produce 
should be viewed. Along with the artistic influences, there have been art 
critics who have made me think about important issues. Once the 
background of my work is understood, it is important to discuss why 
lithography was chosen to depict the content of my work. It becomes clear 
that the influences in my artistic endeavors bring about the content of my 
series. 
Artistic Influences 
Artists from the Past 
As I grew up, my parents always made certain our family experienced 
many things during our childhood. During vacations my family would go to 
museums, zoos, and restaurants reflecting many cultures. Through these 
family trips, I was able to view many types of art. 
I was particularly drawn to works of art which were representational in 
their presentation. Although initially, I may have viewed these works with 
greater attention because I could understand them easier than abstracted or 
non-representational works, today I am still drawn to these works. I am 
particularly interested in the stylistic differences in the presentation of 
landscapes by the various artists. 
There are many landscape artists whom I admire and appreciate . 
Many of those who have influenced me are primarily painters and 
printmakers. Many of the artists have different styles from my own. Though 
my style and their styles differ it does not mean they have not influenced me 
in some respect. When I observe art, I look at the things in that person's 
work and take from it ideas which may be helpful to me. These images or 
details remain in my mind as I work; therefore, enabling me to create a 
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better and dynamic image. I shall address the artists who have influenced 
and inspired me following in chronological order. 
The works by Peter Paul Rubens, Jan van Goyen, and Jan Vermeer use 
depth in many of their works. Unlike these artists, I have chosen to show 
shallow space in my works. By viewing the works by these artists it helped 
me determine how I wanted to illustrate depth. Peter Paul Rubens, Jan van 
Goyen, and Jan Vermeer have always captured my attention through their 
depiction of images which are commonplace and might ordinarily be 
overlooked. In works by Rubens, "An Autumn Landscape with a View of the 
Het Steen" (Figure 1), and van Goyen, "Fort on a River" (Figure 2), the 
landscapes have wide open spaces which invite me to look at the expansive 
scenery and discover a different society from my own. 
In "An Autumn Landscape with a View of the Het Steen", painted in 
1636, Rubens creates a great sense of depth which causes the viewer's eye to 
sweep across the land quickly unable to notice every detail. I notice the great 
distance between the foreground and the hills in the background. My eye 
tries to envision every detail while my mind transports me into the space. A 
painting such as this invites me into the scene, allowing me to experience the 
area without actually being there. There is so much information given in 
this work by Rubens that it is hard to perceive it all at once. Just like in real 
life, one does not see necessarily see every little detail immediately. Every 
time I reexamine the work, I notice new things that my eye missed 
previously. 
Van Goyen's "Fort on a River" has a similar quality. An early favorite 
since I was a youngster, I have visited it often at the Boston Museum of Fine 
Arts. Every time I enter the room where it is showcased, my eye is 
Figure 1. "An Autumn Landscape with a View of the Het Steen" by Peter 
Paul Rubens. 
Figure 2. "Fort on a River" by Jan van Goyen. 
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immediately drawn to it. Although my eye sweeps across the entire image, I 
constantly come back to the fort. The sketchy quality of the fort is engaging. 
In many of my images I tend to erase or cover up the sketch marks because in 
the back of my mind I think people should not be able to see these marks. By 
viewing this work, it reinforces the idea to let marks stand for themselves. 
As with Ruben's work, I have been given the chance to experience another 
place and time. Experiencing it firsthand and seeing it in a painting does give 
different impressions. For someone who has never traveled, viewing this 
and other paintings can help increase a person's knowledge of different 
cultures and help them explore their own imagination. 
Unlike the two previous artists, Jan Vermeer's work involved me, the 
viewer, in a different manner. His genre scenes give me the opportunity to 
peer through a window and see what life was like in Holland during 
Vermeer's time. Whether I am looking at "The Letter" (Figure 3) or "A 
Young Woman standing at a Virginal" (Figure 4), it is as if I am entering the 
space and becoming part of the scene. Vermeer's works let the viewer pass 
through the picture plane and become involved with the individuals in the 
scene. "A Young Woman standing at a Virginal" achieves this by having the 
young woman look directly at the viewer. On the other hand, "The Letter" 
generates the same effect differently. The scene is set up in such a way that it 
seems as if the viewer is looking through a window and observing the two 
women. In many of my lithographs, I set up the scene as if the viewer is 
looking through a gate way, window, or another familiar structure to view 
the action; making the viewer a participant to the scene. These Dutch and 
Flemish painters are inspirational as far as teaching me to involve the 
viewer. 
Figure 3. "The Letter" by Jan Vermeer. 
Figure 4. "A Young Woman standing at a Virginal" by Jan Vermeer. 
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My lithographs give a shallow sense of depth to the scenes that I create. 
Though I may differ in my approach to creating a landscape, it is important of 
me to view works by other artists from various periods to see how depth was 
used in their works. Two artists in particular have been John Constable and 
Jean-Batiste-Camille Corot. Constable's works show figures in the 
foreground, while making the viewer aware of the great depth of the 
surrounding landscape. H. W. Janson, a famous art historian, stated that 
Constable believed, "Landscape painting, ... , must be based on observable 
facts; it should aim at 'embodying a pure appreciation of natural effect' 
(Janson, 1986, p.593 - 4). Constable's 1819 "The White Horse" (Figure 5) 
embodies the charm of English countryside life. Rita Gilbert (1992, p. 83) 
summed it up saying "To stand before this huge canvas is to be transported to 
another world, a peaceful corner of the rural English countryside". Corot 
unlike Constable was not trying to merely depict absolute naturalism (Figure 
6). He "...painted souvenirs (recollections), rather than actual views..." 
(Clarke, 1991, p. 75). Corot was not only a painter, but also a printmaker. His 
prints shared the same themes as his paintings, they are all recollections. 
Although Corot's work my not reveal actual moments in time, they 
nevertheless have a strong sense of reality and allow the viewer to participate 
in his recollections. 
The greatest artistic influence upon my work has been the 
Impressionists because of their use of color, subject matter, and the feelings 
experienced from viewing these works. It has been said the "Impressionist 
landscapes, ... , are remarkable for their easy accessibility, ... , and their highly 
individual style" (Los Angeles County Museum of Art [LACMA], 1984, p. 18). 
Figure 5. " White Horse" by John Constable. 
Figure 6. "Le chateau de Falaise" by Jean-Batiste-Camille Corot. 
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Extremely inviting. Impressionist paintings allow the viewer to look at scenes 
in a different way. 
Landscape painting is an art of selection and balance. When riding on 
a train, walking along a rural path, or sitting at the edge of a field, one 
is in the midst of nature. It unfolds in three dimensions and 
surrounds the viewer, who can never experience it fully. In "seeing" a 
landscape, one both "chooses" what to see and passively allows nature 
to act upon one's eyes and subconscious mind (LACMA, 1984, p. 18). 
Similar to me, the Impressionist painters were fascinated with history 
and the effects upon the landscape made by the impact of humans (LACMA, 
1984, p. 19). The Impressionists have one unifying element which can be 
found throughout their works: "...the human presence is always felt" 
(LACMA, 1984, p. 37). Whether the painting has a human figure shown in it 
or not, people's impact is noticeable. Examining their work has helped to 
explain and justify why there are no figures in many of my works, while their 
presence is clearly implied. Shapes of buildings, fences, walkways, or roads 
are just a few examples which reflect the human impact upon the land. 
We know that an empty field painted by Monet was planted and will be 
harvested by men, and a deserted barnyard rendered by Cezanne is like 
a stage set before the play has commenced. Theirs is most often a 
psychological comfortable landscape, and the viewer rarely feels lonely 
because he is rarely alone (LACMA, 1984, p. 37). 
Interestingly, the Impressionists had a different concept of nature. Instead of 
seeking out locations far from people, they went outside their houses and 
painted the images that were before them. These images would include cities, 
towns, workplaces, and other images which surrounded them. I work 
differently from the Impressionist painters. I depend on sketches made while 
directly observing the location; however, I also rely on photographs and my 
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recollections of places I have visited. There are times when 1 create works 
from photographs that I have not visited but I recall my experiences and 
memories of touring Europe to create a scene which has my own personal 
touch. My aim is for the viewer to feel some connection with the images 
they are observing even if they have not experienced them in real life. 
Three Impressionist artists which have particularly influenced me are 
Edgar Degas, Pierre-Auguste Renoir and Claude Monet. Degas and Renoir are 
important to me because both artists take images which seem ordinary and 
make them extraordinary. These scenes may seem rather boring when 
thought about but the artists have taken them and made them important. 
Degas' paintings of dancers behind the scenes are great examples (Figures 7 
and 8). Some people might paint the actual dance but Degas painted the time 
that is spent rehearsing and/or the time backstage. It is an ordinary scene 
which becomes more important to the viewer because of his use of color, line 
and shape as well as the activities of dancing. 
Pierre-Auguste Renoir has a different approach to his subjects. Many 
times his works would have a sketchy quality to them. Albert Andre once 
wrote that Renoir would quickly sketch out the areas to outline the subjects 
and observe the correct proportions (Pach, 1950, p. 80). Andre continued to 
state that Renoir "...strokes the canvas rapidly and soon you see something 
vague appear, with iridescent colors, the tones flowing into one another; 
something that charms you even before you grasp the sense of the image" 
(Pach, 1950, p. 80). The figures in the foreground of the "The Stairway, 
Algiers" (Figure 9), painted in 1882, expresses the style Andre mentions. 
Although the figures are sketchy, as the eye travels up the stairway details 
become visible and the colors appear thicker and more opaque. It is also 
Figure 8. "Prima Ballerina" by Edgar Degas. 
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Figure 9. "The Stairway, Algiers" by Pierre-Auguste Renoir. 
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apparent that Renoir bleaches out colors which are in the path of direct 
sunlight. Many times in my lithographs, colors fade out because they are in 
direct sunlight. The bleaching out of the colors directs the viewer's eye to 
specific areas of the image. 
I admire both artists, Degas and Renoir, for their use of color because it 
is used in a different way than I use color. In Degas' work, "Color plays a role 
it never did before and henceforth shares primacy with line and volume..." 
(Rouart, 1964, p. 14). Many of the lithographs that I am currently working 
upon are color lithographs. The images are built up with transparent layers 
of colors. The colors are mainly printed from lightest to darkest allowing the 
lightest color to still be seen. Along with these two artists, I also admire and 
find inspiration from Claude Monet. He is my favorite artist. I have always 
enjoyed viewing his work and learning more concerning this artist. Of 
course, as I was growing up, the Impressionist artists were gaining popularity 
and recognition commercially. Every time I would enter a shop, it seemed 
that the Impressionist painters were displayed for the non-artistic masses to 
appreciate. Anytime I had to pick an artist to study, it was Monet. Everything 
about his work and life was and still is intriguing. The way in which the 
Impressionists used color helped me to learn how color can play a role in the 
painting. It can be used to convey light, sense of movement and an emotion. 
On February 16, 1990,1 had the chance to go to the Boston Museum of 
Fine Arts to see "Monet in the 90's: The Series Paintings". The exhibition was 
overwhelming. To have the chance to see a large collection of his work was 
very important to me. For years, I had studied and viewed his works from 
books. Seeing the paintings close-up was different from viewing them in a 
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book. Although there is nothing wrong with seeing a reproduction of a 
painting in a book, one should not pass up the chance to see the works 
firsthand. Reproductions in books vary depending upon the production of 
the book. The color in the actual paintings was different from the color in the 
books I viewed. Going to the exhibition was like being a kid in a candy store. 
It was so much fun to actually be standing in front of his works. 
I define landscapes as anything a person sees in nature whether it is 
trees, rivers, or architectural structures. When I consider many of Monet's 
works I know they were part of a larger series: "Haystacks", "Poplars", 
"Mornings on the Seine", and "Water Lilies" are all landscapes. Whether my 
lithographs are buildings, forests, or stairways they have the same subject 
matter: the landscape. When Monet painted his landscapes, "Each of these 
paintings is a metaphor for a particular mood, evoked by changes in light and 
atmosphere" (Metropolitan Museum of Art, 1978, p. 12 -13). 
One of my favorite paintings by Monet is his "Branch of the Seine near 
Giverny 11" (Figure 10). due to the luminous but misty appearance to the 
colors used. It begins to remind me of my current lithographs when looking 
at this painting. The colors are transparent and seem layered; thus allowing 
the color beneath to effect the top color. Many of my lithographs work on 
that premise. Monet builds up thick layers of colors to achieve this luminous 
quality to the work. I, on the other hand, print transparent layers allowing 
each to effect the other layers. This first inspired to work with layers of colors. 
Besides the many paintings which have inspired or influenced me, I 
have also studied printmakers. Some of the printmakers I have examined 
include Piranesi and printmakers from the twenties and thirties. Similar to 
the painters, these artists have worked with the theme of landscapes. 
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Figure 10. "Branch of the Seine near Giverny 11" by Claude Monet. 
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Giovanni Battista Piranesi and I create prints depicting architectural 
settings; this is the point where similarities end. Some of Piranesi's work 
depicts images of architectural remains as they appeared when Piranesi 
viewed them. The public is given opportunity to see how these structures 
changed over the centuries from the moment they were built through 
Piranesi's time compared to our present time. My prints depict architectural 
settings as a point of departure. Memories and personal preference change 
the scenes from the way it originally appeared. Because memory changes 
how we recall objects, 1 do not show great detail in my scenes. I draw the 
overall shape of the buildings or objects without drawing in the little details. 
"Hadrian's Villa, Tivoli" (Figure 11) and "The Aqueduct of Nero" 
(Figure 12) are two examples of Piranesi's work which illustrates how to 
involve the viewer in the scene and to move his or her eye around the 
image. The first print, "Hadrian's Villa, Tivoli", shows the interior of a 
Roman Bath. The viewer can see the massive quality to the structure. The 
arch in the top part of the print is very bulky; it has the feeling that it really 
exists in that space. The image pulls one's gaze toward the center because of 
the use of perspective. The viewer's eye continues to move throughout the 
image because of the repeating arch shapes. "The Aqueduct of Nero", on the 
other hand, recedes back in space on a diagonal to the left side of the print. 
Due to the massive quality of the front part of the aqueduct, the viewer's 
attention does not stay in the background of the image. Both prints suggest 
alternative ways of pulling the viewer into the image while at the same time 
allowing the viewer not to get stuck in the background. The viewer gets 
involved with the images because of the direction the eye travels throughout 
the print. 
Figure 11. "Hadrian's Villa, Tivoli" by Giovanni Battista Piranesi. 
Figure 12. "The Aqueduct of Nero" by Giovanni Battista Piranesi. 
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American printmakers from the twenties and thirties allow me to see 
the various ways lighting can be used. Martin Lewis depicted many scenes of 
city life. His prints show the contrasts of light and dark. "Fifth Avenue 
Bridge" (Figure 13) shows an image which mostly uses diffused lighting 
except where a bright light (off the paper to the right side) falls upon the 
bridge. The lighting is very intense and there are many shadows created 
because of the light. In many of my prints, there is a light source creating 
shadows. Shadows used in a work can heighten the mood. In "Fifth Avenue 
Bridge" the figures are very dark and their bodies cast long shadows. When I 
observe this print, I wonder what are the figures are thinking and feeling. 
The use of chiaroscuro gives the print a gloomy sensation. Louis Lozowick 
uses light and dark differently from Martin Lewis. "Checkerboard" (Figure 
14) by Louis Lozowick shows a similar style of lighting that I use in my color 
lithographs. The lighting in this lithograph is diffused and there are many 
gradations from light to dark. My prints diffuse the lighting while only using 
a few values in the image. This type of lighting creates a hazy feeling. The 
use of gradations found throughout an image makes my eye look everywhere 
not specifically in one spot. 
Contemporary Artists 
In light of the way in which Art History was taught to me during my 
middle and high school years, most if not all my favorite artists came from 
the past. During my studies, especially my Junior Year Abroad to Oxford, 
England in 1991, I have been steadily increasing my knowledge of 
contemporary artists whose work or content mirrors my own work or views. 
Compared to the many years that I have been studied artists from the past 
(independently or while in school) I can not say the contemporary artists 
Figure 13. "Fifth Avenue Bridge" by Martin Lewis. 
Figure 14. "Checkerboard" by Louis Lozowick. 
2 3 
have had the same affect on my work. I have looked at their work and 
criticism written about their work that has made me aware of how artists 
today explore landscapes through their media and different presentations. 
Over the years, I have glanced occasionally at the work of Edward 
Hopper. Until recently, I had not noticed some of the similarities I share with 
Hopper. Many of his settings depict towns, cities, roads, and other 
architectural forms which people are used to seeing day in and day out. Like 
his paintings, my lithographs show scenes of cities and towns. Sherry Marker 
states this about Hopper, "...this combination of precise rendering and 
personal vision that makes the best Hoppers both immediately recognizable 
and unforgettable" (Sherry Marker, 1992, p. 7). Similar to Hopper, I strive to 
make my works representational; letting the viewer experience a personal 
relationship with the scene. My scenes strive to create a sensation of "deja 
vu" in the viewer; making the experience reminiscent of a place that has been 
tucked away in their memory. As stated previously, some of my works use 
an obvious entrance way to lead the viewer within the lithograph. By 
researching Hopper s work, I began to wonder how the entrance way could be 
used to its best advantage. "Approaching a City" (Figure 15) by Hopper is 
essentially a painting which could easily be divided into two parts. The 
bottom half involves a railroad track that disappears into the dark black 
archway of a tunnel. On the top, a city scene can be viewed. Though the two 
scenes are separate, I look at both to gain a full grasp of the scene. This 
painting has made me question the many different ways to pull a viewer into 
a scene. 
Another similarity between my work to Hopper's work is the fact that 
the scenes are close foreground. The closeness of the scene increases the sense 
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Figure 15. "Approaching a City" by Edward Hopper. 
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of comfortablity and makes the viewer step closer to the image to see if by 
chance there is something else there that the eye can not see upon the first 
glance. The images I create depict a shallow space attempting to make the 
viewer feel as if he or she is looking through a window and observing the 
scene. 
Finally, the artist Candace Jans explores the subject matter of the 
landscape. Ms. Jans is a New England artist whom I met during my senior 
year at Wheaton College. The fact that she went to and graduated from 
Wheaton College to pursue a professional career as an artist reassured me 
early on that being an artist is a reachable goal. Although her work is photo¬ 
realistic, I focus on her work to examine her treatment of the landscape. 
Ms. Jans creates works of meticulously rendered landscapes. The 
"Esztergom Study" (Figure 16) shows her great attention to detail. She states, 
"My works are firmly based in the realistic tradition. To come alive, a work 
must have roots in subjective association, and selected memory. I am not 
interested in recording a visual scene, but rather my interpretation of that 
scene through memory" (Mozzone, 1992, p. 6). Like her, I also work with 
memories. In my works, memory plays two parts. When I am creating a 
scene I rely upon my experiences and memories of visiting many different 
places. It is my desire that when the work is viewed, the individual relies 
upon their own experiences and memories to connect them to my works. 
This union reinforces the desire to get the viewer involved with the scene so 
that person can enter into the scene and imagine him or herself at that 
location. 
26 
Figure 16. "Esztergom Study" by Candace Jans. 
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Artistic Criticism Influences 
There are some art critics I have studied or acquainted myself. At 
times, I disagree with the viewpoints these critics hold. I feel it is necessary to 
acquaint myself with them because they raise my consciousness of thoughts 
and ideas which prevalent in art currently. The critics I have read are 
Fairfield Porter, Clement Greenberg, T. J. Clark, and Michael Fried. 
Out of all the critics, I feel I have a greater affinity with Fairfield Porter. 
Art In Its Own Terms: Selected Criticisms 1935 -1975 discussed Porter's 
thought and ideas regarding the art and artists which he had studied or 
viewed. I enjoyed reading his book more than most art criticism books. His 
criticism did not intimidate me by being bossy or overbearing. It was 
straightforward in its aim and it broadened my view. I feel I try to be straight 
forward when presenting my work and not get the viewer too confused so 
that they will walk past my work and not bother to look at it. 
Though Art In Its Own Terms: Selected Criticisms 1935 -1975 was 
written at different times at Fairfield Porter's life, it appears to be current. The 
chapters discuss everything today's critics discuss: contemporary artists, 
politics, and the many styles of art. The topics Porter discussed are relevant to 
gaining a greater understanding of the art and artists in today's contemporary 
society. 
As I read the chapter "Tradition and Revolt", I tried to figure out where 
I fit in Porter's classification of an artist. Porter discusses the different types of 
artists such as the traditional artist or a provincial artist. Paul Georges and 
Vassily Kandinsky are examples to demonstrate the different types of artists. 
In order to fully understand the different types, he first discusses artistic 
capital. It is a place where tradition has been assimilated; the essential nature 
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of the form of art of the past is understood (Porter, 1979, p. 128). He continues 
to state that those individuals who do not understand the essential nature but 
are strongly attached to the past are artistically provincial. The art of this type 
of artist does not stand alone; it depends on art from other time periods. I 
feel I assimilate ideas from the past in order to create a better work. By 
researching and viewing works by those individuals who have inspired me, I 
take information that I gain from viewing their work and bring all of it into 
my work. 
"Communication and Moral Commitment", another chapter, discusses 
the role of the artist to viewer and visa versa which I believe is an important 
aspect to an artist. Porter states a quote from John Crosby, a writer at one time 
for the New York Herald Tribune, "The average man is educated or bullied 
into thinking he has a responsibility toward modern art. But ... the artist feels 
not nearly so obligated to reach this average man as the average man feels 
responsibility to reach the artist" (Porter, 1979, p. 143). Porter continues to 
address this idea by discussing whether or not the artist should be guided by 
public taste. I do not feel that artists need to restrict their images to public 
taste but there needs to be a connection between the two. Artists want people 
to view their work; most would agree that they want the viewer to observe 
the work longer than the average time of eleven seconds (Pleak, 1995). For 
this to occur. Porter suggests there be an awareness of something objective or 
subjective. I believe this awareness comes from confidence in one's own 
intuition. I also believe that once one becomes more confident, he or she will 
be able to communicate on a higher and more successful level with his or her 
viewers. 
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One chapter which caught my attention because I believe it parallels 
the thought of our time period is "Experiencing Art". Porter writes about 
how art is perceived. He states, "... art is presented through the efforts of 
professionals, and these curators, dealers, printers, and restorers and critics 
present art as something to be understood, as something that requires special 
competence to receive" (Porter, 1979, p. 147). In addition, "That also leads to 
consideration of art in terms other than its own. The experience of art can be 
inhibited by the way in which it is hung, reproduced, restored and criticized" 
(Porter, 1979, p. 147). As 1 reflect on my work I pondered how my art should 
be presented and viewed. I believe it is necessary to think about how we wish 
the viewer to see the work. My feeling is the work should be presented the 
original way the artist intend so that the public can reach a greater 
understanding of the works. It is true the work is the most important aspect 
of a show, but if presented incorrectly those who view the work may receive 
the wrong impression or ultimately stop looking at the work. The Masters of 
Fine Arts show as I see it is the building block to a person's professional 
career. Every detail, even the smallest thing, should be taken into 
consideration. 
Another section from "Experiencing Art" discusses the historical 
placement of art. Porter says historical placement is relative and that art 
should be known for its own terms. It can be difficult to have an artwork 
known for itself because in today's society we are bombarded with images. 
The images, whether they are images from the past or advertisements from 
today, will filter through our minds and have an effect upon how works are 
both created and perceived. Early on in our lives we are taught to categorize 
work as good or bad. Porter says that experience comes first and this should 
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take precedence when considering a work as good. He finishes the chapter by 
saying, "To ask the meaning of art is like asking the meaning of life: 
experience comes before a measurement against a value system. And the 
question whether art has meaning, like the same question about life, may not 
be answerable at all" (Porter, 1979, p. 149). 
The other art critics I have read to see how they view art are Clement 
Greenberg, T. ]. Clark and Michael Fried. I first came across these artists while 
in a class on Art Theory and Criticism in January of 1994. The critics were all 
modernist thinkers. Over the past year, I can still honestly state that I can not 
label myself as a Greenberg modernist, a Clark modernist or a Fried 
modernist. Even though I reject some of their views, I believe it is important 
to have a basic understanding of these critics and the views they hold. 
Greenberg's theories of modernism center upon the idea that means is 
the content of a work of art (Sonnema, 1994). Four intricate parts of 
Greenberg's theory are media, color, flatness, and non-representational 
themes. Media and color are important to my work. Flatness and non- 
representational themes; however, are not views which I agree. My work is 
representational and depicts a three dimensional space on a two dimensional 
surface. Also, my work involves layering of color. Though, I may not agree 
with some of Greenberg's views, understanding his theories helped me 
determine what exactly I wish to convey to my viewers. 
Michael Fried believes modernism is not about reducing things to their 
simplest forms or negation. Fried states we must look at the past as well as 
the present to see how our work stands up (Risatti. p. 45 - 46). In order to 
appreciate your work or any one's work for that matter, a person must 
understand past and present ideologies. For a work to progress in a new 
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direction, exploring and examining our past can help lead us into new 
horizons by showing us its critical achievements and disappointments. 
'Most people still demand of a work of art the same degree of realism 
that was wanted in the nineteenth century, because this demand arises from a 
vital and non aesthetic instinct: the instinct for preserving and confirming 
existence itself" (Neumeyer, 1964, p. 69). My aim is to satisfy myself as well as 
the public. I believe that during our lives people want themselves or their 
work to be accepted. To be accepted does not constitute that the work has to 
sell for hundreds of thousands of dollars. Acceptance means one person 
understands and acknowledges the work you are doing. In Postmodern 
Perspectives: Issues in Contemporary Art, it states, 
Clark's argument with Greenberg is related to this; Clark believes that 
art and art criticism must not be restricted to formal concerns alone, but 
must seek ways to function within the social fabric. This is not 
necessarily a call by Clark for realism in art; rather, it is a plea to 
"make" art meaningful to society by engaging in socially relevant and 
responsible dialogue (Risatti, 1990, p. 10). 
I want the public to enjoy my work and to understand it without demeaning 
them. Today in our society, there are some critics and artists who say the 
public just does not get the meaning of a work of art nor do these 
critics/artists try to explain it. My wish is not to alienate or segregate the 
public, their views are just as important as a critic's or artist's view. I seek to 
engage society in the dialogue which currently exists between the critics and 
the artists. Society should be able to discuss and understand art without 
belonging to a selective group. In order for the dialogue to occur we should 
reflect back towards the arts of the past and present. 
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The Reasons for Choosing Lithography 
"Whether the artist works directly from nature, from memory, or 
from fantasy, nature is always the source of his creative impulses" (Chipp, 
1968, p 536). My work strives to preserve nature and the environment, 
allowing viewers to appreciate its beauty. The medium in which I chose to 
create my landscapes is printmaking. In printmaking, there are generally four 
different techniques: intaglio, lithography, woodcuts, and serigraphy. Each 
style has its own specific techniques, yielding unique expressive qualities. Of 
the four printmaking approaches, I have primarily explored lithography. 
Lithography is personally preferred because it offers a wide variety of 
styles. Within the lithographic process, I can draw with crayons (reminiscent 
of the charcoal drawing which I so enjoyed during my undergraduate study) 
or work with liquid tusche (just like painting watercolors). The lithographic 
process I feel is very direct. A person works directly on the stone drawing or 
painting the image which is desired. Lithography is a planographic process. 
Unlike the other techniques, there is no cutting into the surface to achieve 
the tonal areas. What is drawn or painted is exactly what a person will 
receive once printing is commenced. 
The strength of the printmaking process lies in its progressive states. 
The succession of states and multiples of one image plays a role. It allows the 
artist to document and observe the progression of the image. These states 
give the artist the chance to further experiment with the image. I enjoy the 
fact that a person can save a copy of each state to see how the image 
progressed from the first layer to the last. Along the lines of the progressive 
states, the multiplicity of lithography is important. Within each state a 
person can make as many prints as needed. This process is important because 
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it allows me to take a print from the state that I am working on and draw on 
top of it to figure out what I should do next. By having more than one copy of 
the state, I can entertain different ideas without actually changing the image 
on the stone. 
Out of all the printmaking processes, lithography deals very much with 
chemistry which makes it both difficult and challenging at the same time. 
After the image is drawn, the stone is etched. It is this time that motivates 
my curious side. A sense of mystery and the unknown comes forth when 
dealing with the etching process of the stone. A person has to be 
knowledgeable in both the image and the stone. There is always the slight 
chance that something could unexpectedly happen when dealing with the 
gum arabic and nitric acid. If the etch is too weak or too strong, the image 
may not print the way originally intended. Many who work with this process 
find it very difficult to work with the etching procedure of lithography. I am 
very different from most people. I love this part of the procedure. Part of this 
love of the procedure deals with the intense curiosity to know how it works 
and how to make sure it works every time I etch a stone. My family has a 
well balanced love for the arts as well as science. Besides being interested in 
art, throughout high school and summer enrichment classes, I took 
Chemistry and Organic Chemistry classes. There is a certain pattern to my 
study habits. When something really interests me or is much harder, I do 
better at those things. Many times when I would take tests in the Chemistry 
classes, I would get the harder questions correct while occasionally missing 
the easier ones. It was not that I was not interested in the easier questions but 
I would unconsciously study the hard questions more. In order to 
understand them, I would have to know exactly how and what would make 
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these questions correct. The same is true for lithography. Understanding the 
etching process of the stone is very important, while working on the etch I 
remain calm and try to figure out exactly how many drops of nitric acid are 
needed to be placed in the gum arabic. There are many elements involved 
with the etch process besides just placing nitric acid into gum arabic. I need to 
know with what crayons I drew the image plus I need to know the type of 
stone used (gray, blue-gray, or yellow). 
A positive attribute associated with lithography is the actual printing 
process. I find the printing process easier than the other printmaking 
processes. Once a person prepares the stone to be printed, the rolling of the 
ink is very simple. I find the rolling of the ink to be faster than intaglio 
printing. Also, the number of prints I can produce in a shorter amount of 
time is very important to me. With intaglio, the plate has to be hand wiped 
so that the ink gets into the grooves, this procedure seems to take longer than 
rolling ink onto the flat surface of a lithographic stone. Pressure is not 
needed for the ink to adhere to the image on the stone. Kandinsky once 
stated, " 
...the etching is aristocratic, the woodcut less so but handicapped by the 
difficulty of adding color, while the lithograph is able to supply an 
almost unlimited number of impressions at the fastest speed in an 
almost mechanical way, and through the constantly increasing 
employment of colour is drawing closer to the hand-printed picture 
(Gilmour, 1988, p. 206). 
The Meaning to My Works 
Content 
The landscape has been an area which has interested me for the past 
few years. There is so much in nature which sparks the creative process. This 
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rich artistic source has served as a primary means of expression throughout 
the centuries. In my definition of landscapes, I believe there are two types: 
the naturalistic and the civilization influenced. A naturalistic landscape 
shows nature unchanged by human beings. The civilization influenced 
landscape shows scenes which include human's impact on the land. This 
landscape would include roads, buildings, paths, and anything which would 
show that a human being has stepped into that location. 
The landscape strives to capture or express the strength and beauty of 
the world through the selected presentation of some of its elements (rocks, 
plants, animals, the sky, and sun, etc.). An example of this could be a portrait 
of virgin forest. The civilization-influenced landscape, however, has been 
the more commonly reflected landscape of my work. These landscapes serve 
as a record of a civilization's (positive or negative) effect upon the land, a 
visual history of a society. Most often, the dominant objects are architectural 
forms. In this way, this landscape reveals the thoughts, ideas, and creativity 
of a person(s) to fellow members of the civilization or people of different 
societies. 
Elements and Principles in My Works 
My work stresses some of the elements and principles of design. The 
effective use of shape, mass and space is vital to the work. The combination 
of mass and space create the feeling of three-dimensionality. Before three- 
dimensionality can be achieved, shape has to be discussed. There are many 
shapes present in my lithographs. Some of them are trapezoids, rectangles 
and squares. In examining one of my lithographs (Figure 17), there is a cube¬ 
like structure in the background. The cube is actually the combination of 
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Figure 17. "Untitled"; part of "Portals: Past & Present" by Cynthia L. Rodday. 
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shapes to achieve a three dimensional appearance. Two squares, at different 
angles, are placed side by side. The squares are no longer two dimensional; 
instead, they create a mass and imply a three dimensional space to the image. 
Shapes and masses can be seen in other examples of my work (Figure 18). 
The archway in this print consists of a triangular shape sitting on top of a 
blocky shape which resembles a 'c' turned to its side. Because of the 
appearance of the interior part of the arch, mass is given to this shape. Once 
again implying a three dimensional quality to the print. 
Space combined with shape and mass is used to depict perceptual 
perspective. Perspective enables the viewer to be pulled into the picture 
allowing them to feel as if they are passing through the picture plane and 
becoming part of the image. Another example of my work (Figure 19) uses 
many devices to create space in the image. The objects in the foreground are 
much larger and massive compared to the objects in the background. The 
diminishment of size of the objects suggests that there is space between the 
foreground and background. Overlapping of shapes was used in other 
examples of my lithographs. Finally, one point perspective was used to draw 
the viewer into the image. 
Along with mass and space, emphasis plays an important role in aiding 
the viewer's comprehension of the art work. Roadways are commonly used 
as focal points to guide the viewer through the image. This device allows the 
viewer to examine the entire image rather than settling on one section. The 
archway which is also a device used in my images helps bring the viewer into 
the picture. The archway is comparable to the feeling that the Dutch painters 
used when looking at their works. When viewing many of their paintings, it 
seemed as though the viewer was looking through a window to observe the 
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Figure 18. "Untitled"; part of "Portals: Past & Present" by Cynthia L. Rodday 
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Figure 19. "Untitled"; part of "Portals: Past & Present" by Cynthia L. Rodday. 
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scene. The archway gives the same sensation; a person looks past the archway 
to observe the scene depicted. 
The Role Technique Plays in Supporting Content 
The "Portals : Past & Present" series encompasses many important 
aspects of my work: the unspecified landscape; the layering of colors; the use 
of the rectangular shape; and the ability to pass through the picture plane to 
participate in the scene. Each aspect works together to involve the viewer 
completely with the image before them. 
The landscapes depicted are scenes which an individual may have 
observed directly, watched on television, envisioned while reading a book, or 
dreamt. The connection between the individual and the work of art is very 
important. There has to be the feeling as if this scene is part of the 
individual's memory. Therefore, the image needs to be universal or all- 
embracing These images depict Western civilization's conception of 
landscapes while trying to include those whose views differ from my own. 
To reinforce the universal quality of the image, the individual works are 
untitled. The universality of the image and the untitling of the image allows 
each viewer to openly become part of the scene. He or she is able to form 
their own thoughts and feelings towards the image without being hindered 
by the title or specific location of the image. Everyone has the chance to view 
the works without being confined to think in a certain way. 
Layering Colors 
The landscapes are created by layering many colors. The layering 
quality of the colors builds up values creating a certain mood to the image. 
There are many ways to layer color. Most layers are built up in a subtraction 
method where the lightest colors are printed prior to the darkest. Sometimes 
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a reversal process of printing darkest to lightest achieves a different effect. 
When this occurs, in order to ensure that the light color still can be seen, two 
stones are used to print the different colors. Each layer of color has a 
transparentness which in turn creates the values seen in the image. The 
layers are directly effected by the image to create its own values instead of 
synthetically making those specific values. Certain moods are created when 
the layers work with each other enabling the viewer to observe the different 
colors and values. 
The Rectangle as an Optical Device 
Prior to and during this series, the basic structure of the images has 
been reworked. The scene is viewed either in a horizontal or vertical 
rectangle. Many times before, the images I had worked upon did not encase 
the image directly into a rectangle thus causing confusion among the viewers 
This series reworks the rectangular shape so the paper which shows through 
in the image is seen differently from the paper which boarders the image. 
The paper outside the rectangular shape serves only as a boarder, it is not 
intended to be part of the image. This example (Figure 20) shows a street 
leading to the background. As the viewer's eye moves across the image, the 
viewer notices that there is not distinct line drawn between the two building 
to separate the sky from the boarder. The rectangular image does not have to 
been entirely sectioned off. There can be areas which are not mapped off but 
when the image is viewed the eye automatically draws a line between the 
image and the boarder. By encasing the image into a rectangle, I am still able 
to allow the paper to appear in the image. The paper upon which the image 
is printed can help create a mood which the viewer can easily see. There are 
some who may wish to completely cover up paper by printing a solid layer of 
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Figure 20. "Untitled"; part of "Portals: Past & Present" by Cynthia L. Rodday. 
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color on top of it. I believe the paper is an important part of the image and 
some of the paper should be left untouched. By viewing the paper, the 
emotional response can be heightened because of the stark and direct manner. 
Another importance of the rectangle is its similarity to a window. My 
aim is to give the viewer the sensation as if he or she is passing through the 
paper and becoming part of the image. As with many artists, specifically the 
Dutch artists, the feeling of a window allows the viewer to feel as if he or she 
is a participant to the action. The rectangular shape of my images creates the 
sensation that the person is observing a scene directly before him or herself. 
This feeling is heightened in some of my works by having the viewer look 
through a shape to observe more of the scene. In order to see the 
architectural ruins in the background, the viewer must look through the arch 
form in the foreground (Figure 21). 
The Role of Portals in Engaging the Viewer 
There are many devices used to pull the viewer into the picture plane. 
The rectangular shape of the entire image is only one of the devices used. 
Doorways, stairs, pathways and archways pull the observer into the scene. 
When researching the meanings of these items, a reoccurring theme of 
entrance or passageway from one place to another appears. Each allow an 
individual to go from one place to another. Many of my works use these 
items as devices to pull the observer into the scene. By strategically placing 
them in the works, it gives the viewer the feeling as if he or she is going 
through the passageway to see what is beyond this point. 
The title of the series "Portals : Past & Present" reiterates the overall 
theme of the work. As defined in Webster's II New Riverside Dictionary 
44 
Figure 21. "Untitled"; part of "Portals: Past & Present" by Cynthia L. Rodday. 
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(1984, p. 543), a portal is "A doorway or entrance, esp. one that is large and 
impressive". These devices direct the observer's eye to certain areas in the 
scene. When observing one of the prints (Figure 22), a person will instantly 
notice the fence in the foreground. Normally, the fence would act as a barrier 
between the scene and the viewer; however, because there is a opening in the 
fence the viewer is able to look through and beyond it. Therefore, the 
individual can see what exists in the middle and background. There are 
many other ways to enter into the scene. The stairway (Figure 23) allows the 
viewer to visually move up the stairs to observe what is on the hill. If the 
viewer allows him or herself to become part of the scene, then they may begin 
to wonder what is occurring beyond that hill. 
Conclusion 
"Portals : Past & Present" is a series which strives to include viewers in 
the scenes depicted. The landscapes are as previously stated unique but 
vaguely familiar. The landscapes depict scenes which an individual may 
have observed directly, watched on television, envisioned while reading a 
book, or has dreamt. The images are universal; only referring to specific 
times or locations to the individual who is viewing the lithograph. The 
works are untitled to reinforce the feeling that they belong to all viewers. 
The scenes are encased in a rectangular shape which is reminiscent to 
the shape of a window. When people think of windows, many envision a 
framed glass opening which allows a person to see things that are occurring 
right before their eyes. Windows allow people to participate in activities 
without having to leave that spot. People can watch cars drive by, people 
walking down a street, or trees swaying by the strong breeze. This series 
strives to involve the viewer in a similar fashion. The individual can look 
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Figure 22. "Untitled"; part of "Portals: Past & Present" by Cynthia L. Rodday. 
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Figure 23. "Untitled"; part of "Portals: Past & Present" by Cynthia L. Rodday. 
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into the scene and begin to wonder what is happening in that location. The 
individual can further question what is happening around that corner, past 
that tree or in that doorway. 
To engage the viewer in this interaction, many devices are used. 
Shape, mass and space create a three dimensional image on a two 
dimensional surface. Furthermore, doorways, stairways, paths and archways 
serve as dividers which must be looked past or through to see the entire 
image. Once the viewer allows him or herself to become a participant, he or 
she can search their own memories, thoughts and feelings to engage in their 
own personal adventure into the scene. 
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